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"Liturgical Music is not a 
stagnant art. By its inner 
vitality sacred music is 
urged to development, but 
with in t he limits of its 
sacred objectives. Thus 
is realized the perfect a-
greement between progress 
and tradition. For the 
urg e to grow is both saved 
from mis guidance by the 
immutable l aw of liturg ical 
life, and spurred on to new 
heights by the lof t y ideals 
of the Christian mysteries.n(l) 
(1) Caecilia, Vol. 72 # 8, P. 258 par. 2 
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Section I 
Introduction 
INTRODUCTION 
That research on church music is interesting and I 
v ital , most musicians will a gree and that research on Catho- j 
lie Church music is all the more interesting and useful I 
due to the apparent lack of g ood church music in many of 
our American churches. 
Th e Motu Proprio, Gregorian Chant, polyphony, t h e 
style of church music, good and bad--here are the subjects 
that have to be touched u p on to make this type of research 
complete and informative. 
Nobody should ignore the fact that there is or 
should be for the church, as there is for the theatre, 
a type of music which is proper and that we c a nnot, with-
out incongruity, transfer the church to the theatre and 
vice-versa. We know equally well that a musical composi-
tion need not be labeled religious music to permit it to 
be performed in church . 
Sacred music is aimed at the superior part of the 
soul. Its beauty and nobility is due principally to t h e 
fact that it borrows the least possible from the sensual 
world . It can interpret terrible truths, express strong 
sentiments without deviating from its purity, its sobriety, 
its simplicity . 
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It is in this purity, sobriety and simplicity that 
the Catholic Church finds the eloquence that goes through 
the senses only to attain the domain of the soul; and all 
music t h at lacks these characteristics is necessarily bad, 
or at least useless and should be banned from the House of 
God where the faithful should hear only that which will 
transport them far from the world of the flesh where this 
music necessarily draws them back. 
The prescriptions relative to the music sung in the 
church do not entail any ambiguity and anybody should be 
able to do the right thing without and hesitation whatso-
ever, if they understand the reasons that prompted Pope Pius 
X to write the Motu Proprio:(l) too many abuses that had 
gradually taken away the religious character in church music 
To have people pray to good music--in short, this is the 
whole principle of the Motu Proprio. 
Now comes the question: "What is good insofar as 
Sacred Music is concerned?" All that is truly religious 
and written to fit the text. The supreme model of this 
is, of course, Gregorian Chant. 
Nothing is more sublime than this Chant. Nothing more 
rich, more learned, and mystical than the music of Pales-
trina, of Vittoria, of Bach! That is what was being said 
thirty years ago--and it is still said today. 
(1) The Motu Proprio, see Section III 
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However, we hardly ever see these masters on Catholic 
Church musical programs, and who seems to regret it? 
The beauty of these compositions is greatly admired bu t 
rarely are the pains taken to execute them. Bad music 
that we hear almost everywhere, has it been handed 
down by our forefathers? Perchance could it be that to 
k eep our so-called traditions, our eyes are turned away 
from all principles of true church music. 
Sacred music, an integral part of the Liturgy is 
a means to an end, the honor and glory of God and the 
sanctification and edification of the faithful. A music, 
to serve this dual purpose, must translate faithfully 
the sense of the texts; music for art's sake or for the 
effect alone has no place in the Church. 
It is my purpose in this thesis to outline briefly 
the state and progress of Cathol i c Church music through 
the first half of the present century. It is impossible 
in a project of this t ype, which is essentially a sur-
vey, to examine and discuss all t h e factors which in 
some way advanced or retarded t he progress of music 
since 1903. I have limited myself to a few personages, 
movements, etc., which seem to be of greatest importance. 
My guide and inspiration throughout this survey has been 
the well-known encyclical on Catholic Church music, the 
Motu Proprio of Pope Pius X. 
Church music discussed in this thesis is limited 
to choral works since those parts of a Liturgical service, 
which are to be interpreted by the faithful, are essen-
tially vocal. Therefore, whenever the term music is 
used in any part of this thesis, it will have to do with 
choral music. 
Section II 
Church Music in the United States ~-- ~-- -- -- ,_ 
Previous to the Motu Proprio. 
A. A general picture of Musical Conditions in the 
major Cathedrals of this country about 1903 
The more one tries to organize material for a survey 
on Catholic Church Music in the United States since 1903, 
the more confusing the whole process becomes. A complete 
survey of each church in this country is of course an im-
possible task. I have decided that since the Cathedrals 
of this country are the centers of diocesan life and con-
trol, it is through them that I should get my material on 
musical progress. Though it is expected that these 
Cathedrals show the highest in church music achievement, 
it may not be considered a hard and fast rule. 
Through the Librarian of Congress, I have been able 
to secure musical programs of Christmas High-Mass Music. 
These programs show the condition of music in the Catho-
lie Church about 1903-1910. Along with these programs, 
I have been able to get information from two of our lar-
gest Catholic Church Music Publishing Houses (2) concern-
ing sales data. These two sources combined have given 
me sufficient material so that I can state reasonably, 
accurately, the condition of music at the period in 
question. 
(2) McLaughlin & Reilly Co., Boston, Mass.-J. Fisher 
Bro., New York, N. Y. 
5. 
About 1903, the composers whose masses were most fre-
quently performed were: Gounod, Mozart , Haydn, Battman, 
Leonard and probably J. Singenberger, although records 
of the latter's work do not exist as far back as that. 
With the exception of Sing enberger, the works of 
those composers were c ons i dered poor--Liturgically--
according to the Motu Proprio which is discussed sub-
se quently. These masses contained all those elements 
which are a g ainst true principles of Catholic Church Music. 
What can be said of the condition of musi c in our 
Catholic Cathedrals at that time may be said of the majo-
rity of the parish churc hes as well. The reason for this 
condition can only be the nearly complete "Liturgical 
Music - illiteracytt on the part of the clergy and laiety 
in this country, which leaves only one path to follow; 
t h at of the opera-inspired music of the theatre and con-
cert hall. Gounod, Mozart, Beethoven, their contemporaries 
and later followers dominated the Church Music scene with 
that fiery, dramatic style which seemed to please the 
p opulace so much. The music of the Polyphonic school 
and the Greg orian masters was far removed from the minds 
of the ch urch musicians . 
As the following chart will show, the repertoire of 
the major Cathedrals and churches showed little advance 
towards a true, pure, churchly style between the years 
6. 
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1903-1910. The addition of new names (# 12-15) shows no 
progress towards liturgical purity. (see chart) 
1-
2-
~= 5-
6-
7-
8-
9-
10-
11-
12-
1,3-
14-
15-
1903 
Beethoven 
Ciniarosa 
Giorza 
Gounod (Nlissa Solemmis) 
Haydn 
Hummel 
Marzo 
Millard 
Mozart 
Rossini 
Weber 
1910 
Beethoven 
Ciniarosa 
Giorza 
Gounod (M.s.) 
Haydn 
Millard 
Weber 
La Hache 
Stewart 
Schubert 
Farmer 
The reasons why these compositions were poor are 
many. It is my purpose to clarify and explain this matter 
in the course of this thesis by presenting and explaining 
the Motu Proprio by Pope Pius X, the most complete and 
latest juridical code of Sacred Music in the Catholic 
Church. 
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B. Singenberger and his work. 
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The greatest name lmovm in Catholic Church Musi c 
about the p eriod 1 903-1910 was t hat of John Sin genber ger 
(St. Gall, Switzerl and , 1 848-- hlilwaukee , Wis., 1934 ). His 
formative year s were s p ent und er the tutelage of those 
e minent German musicians who in the y ear 1 870, were re-
s pons ible for inaug·uratin g the Caecilian :Movement in 
Church r.Ius ic in Europe. (3) These music iens, F . ~ itt, 
F . Haberl, M. Haller and J. Hanisch exerted a lifelong 
i nfluence u p on J. Sing enberg er . 
In 1 073, S inge nberg er became the Dir ect or of M:us ic at 
S .L ~., . :"rancis Nor mal School, Wisconsin. During the fifty-one 
years he remained there , he composed hundreds of 1-Iasses, 
Mo tets, Vespers and Hynms that are still i n us e toda y . 
Hi s fol l owers and pup i ls became l eaders in ma..n.y d ioceses 
as choirmasters and organists. 
Singe nberg er 1 s music is g enerall y simple i n its out-
line, s tately and d i gnified . It i s a l ways in the true 
s p irit of t he Liturgy and falls well wi thin the g r asp of 
t h e averag e ch oir. He represents the bridge between t h e 
unliturgical attempts of the l ate nineteenth century 
comp osers and t he new era which was soon t o follow the 
(3) The St. Caecilia Society at Ratisbon, fo r mally 
a pproved by the Pope, set a new standard for modern 
Church Music t h a t extended to Catholic · centers the 
world over, at the turn of the centur • 
8. 
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publication of the Motu Proprio.(4) 
The contemporaries of Singenberger in this country 
did little to improve the condition of music in the 
church. The over-Romantic and dramatic style dominated 
the scene and it was not till 1925 or so that composers 
realized that Church Music should rep resent an idiom 
far removed from the secular style of composition. This 
transition was brought about throug h the establishment 
of Liturgical schools and movements.(5) 
(4) See Section III 
(5) See Section IV 
- -- -==---- -
c. Hymns and Hymnals 
Re garding hymnals, the only one that can be definitely 
assigned to 1903 and the period that followed up to 1925, 
is the St. Basil's Hymnal (ori g inal and revised editions). 
It is quite difficult and almost impossible to grade the 
rate of distribution of other hymnals, as they were either 
published for a particular religious order or for a particu-
lar diocese. For the period mentioned above, I shall limit 
my discussion to this hymnal alone. 
St . Basil's Hymnal . Compiled from Approved Sources. 
First Ed ition. Revised Edition . Toronto, Canada; St . 
Michael's College, Canada.(6) 
To those who may not be in a position to know, it 
is well to explain that the orig inal edition (and each 
edition up to the revised edition) has been severely 
criticised by individuals and by organizations like the 
Society of St. Gregory of Ame rica,(?) for the chief rea-
son that it contained melodies taken from secular and 
operatic sources, and because, from a musical and literary 
standpoint, it probably contains the poorest and most 
wretched s pec imens of deplorable hymns with which the 
Catholic Church has been afflicted for many generations . 
{6) See Appendix (for distribution data) 
(7) See Section IV 
====--~-
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In a comprehensive article on "Hymns and Hymn Books", 
a prominent authority, assuming the pen-name of HTI~NOLOGUS 
stated that many prominent musicians (supposedly) stooped 
down so far as to approve and recommend this book. This 
writer proceeds to say: 
"In fact, as reg ards unchurch-
liness, musical incompetence 
and depravity of taste, St. 
Basil's Hymnal is the saddest 
hymn book we have ever laid 
eyes on. It offers, with few 
exceptions, the most vulgar 
melodies in nothing but dance 
and march rhythms, most misera-
bly harmonized and abounding 
in snatches from the most pro-
fane ditties and operettas."(8) 
The editors of St. Basil's Hymnal were quick in 
answering this criticism which had all the aspects of a 
veritable attack. They claimed that the goal of good 
Catholi c Church I'v'Iusic according to the principles of the 
Motu P roprio must be reached by a method altogether 
different from that of "expurgating ever publication of 
anything and everything which does not square with the 
Canons of strictest orthodoxy."(9) 
They claimed that nobody has the power to compel 
Catholics in every part of this country to immediately 
abandon the use of Traditional hymn melodies. I mi ght 
add at this point that too many people in all walks of 
(8) The Catholic Choirmaster, April 1923, P . 19, par. 3 
(9) Ibid, P. 27, par. 1 
11. 
life consider Tradition and Good Taste synonymous. 
In both the original and the revised editions, the 
so-called Traditional hymn tunes are for the most part 
German, Austrian and Russian National Songs. These may 
be found under the text "Tantum Ergo 11 (10) intended for 
Benediction services. 
One of the chief obstacles to the introduction of 
a musical reform has been the attitude of those who formed 
a conception of church music in general from the standard 
g iven in a hymnal such as this one. Is it any 
wonder that even today, in certain localities, nothing can 
be done toward introducing genuine Church Music or 
Liturgical Music in the churches and schools because 
u they use such and such a hymnalu and thin.]{ that the new 
devotional music is too duel or funereal. 
The fact of the matter is, in 1949, this particular 
Hymnal ranked high on the list of best-selling Catholic 
Hymn Booksll 
(10) Translation: "So great is the love •••••••••• " 
12. 
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Section III 
The Motu Proprio of Pope Pius X 
This complete and authoritative document on Catholic 
Church Music was g iven by Pope Pius X in the first year of 
his Pontificate, from t he Apostolic Palace at the Vatican, 
November 22, 1903, the feast of St. Caecilia, Virgin and 
Martyr. It was written primarily to condemn and ban in the 
function of the liturgy all that music contrary to the 
principles established since the time of St. Paul . The 
Mo tu Proprio is but a resume of all the ecclesiastical laws 
on the matter of music that have been wri tten since that 
time .( ll) 
This document is the source from which all the musical 
criticsm in this thesis will be derived. In view of this, 
the following outline may be in order: 
Chapter I: Nothing s h ould have place in the temple 
calculated to disturb or dimini sh the Piety and Devotion 
of the faithful ••••••••••• nwe publish Our present instruc-
tion to which , as to a juridical code of sacred music, We 
will, wi t h t he fullness of Our Apostolic Auth ori ty that 
the force of Law be given •••••••• "(l2) 
A. General principles--Sacred mus ic is a comple-
mentary part of the solemn Liturgy . 
B . Sacred Music should posses sanctity, goodness 
of form, hence, universality. 
(11) See Appendix for documents on Church Music regulation 
that have preceeded the Motu Proprio. 
(12) Predmore, Sacred Iviusic and the Catholic Church P. 2 
13. 
Chapter I I: The different kinds of Church Music .• 
-- --
A. According to the General Principles, Grego-
rian Chant (Vatican Edition) in the highest degree is the 
chant proper to the Roman Church. Any music closely 
re sembling this form is by the very fact,accep table. 
B. Classical p olyphony 
c. Modern Music, in due regard to the Litu~gical 
laws. 
D. The theatrical style and its conventionalism 
is contrary to the Liturgical laws. 
Chapter III: Th~ Liturgical text. 
A. The language proper to the Roman Church is 
Latin. 
B. It is permitted to sing a supplementary Offer-
tory or a motet after the Benedictus Qui Venit in a 
Solemn Mass. 
C. Undue repetition, alteration or inversion of 
the text is not permiss ible. 
Chapter IV: The external form of the Sacred Composi-
TIOns. 
A. The different parts of the Mass and Office 
must retain, even musically, their particular concept 
and form. 
Chapter V: The singers. 
A. Singers really take the place of an Eccle-
siastical Choir. Solo singing, therefore, must never 
predominate. 
B. Women being incapable of . excercising a real 
Liturg ical Office, therefore, cannot be admitted to the 
choir. 
C. The singers must be worthy (in character) 
of the Holy Office they exercise.· 
Chapter VI: The ~ of the organ and orchestral 
instruments. 
A. The organ may be used to accompany the 
Chant, but other instruments may be employed only by 
p ermission of the Ordinary.(l) 
B. The instrmnent should never dominate nor 
obscure the Chant. 
C. The Chant must not be interrupted by in-
strumental intermezzi . 
D. The piano as well as drums, cymbals, bells 
and the like are forbidden. 
E. Brass instrrunents are forbidden in church 
except in special cases such as military occasions. In 
any case, the Ordinary must be consulted. 
Chapter VII: The length of the Liturg ical Chant. 
(1) The presiding Bishop or Archbishop of t h e diocese. 
======41====-=-=-=-=-=--= · . 
A. In any case, the priest must not be kep t 
waiting at the altar because of the length of the music. 
B. Music is merely the humble handmaid of the 
Liturgy. 
Chapter VIII: Principal means. 
A. The Bishops are to establish Music Commissions 
to supervise the music rendered in their churches. 
B. Greg orian Chant should be taught and sung in 
the Seminaries. A Schola Cantorum(l3) should be established 
to sing and sponsor correct Liturg ical Music. 
Chapter I X: It is recommended to all, and in par-
ticular to the Diocesan Ordinaries that they favor these 
reforms long desired and demanded, "so that the auth ority 
of the Church which herself has repeatedly proposed them, 
and now inculcates t h em, may not f all into contempt. 11 (14) 
(13) A school for Church singers. 
(14) Predmore, Sacred Music and the Catholic Church P.9 
16. 
A. Comments On This New Document 
Needless to say, this new document was a blow to 
many and salvation to few. The old regime was destined 
to fall into the ranks of the departed. How long it 
would take to repair the damage done to Catholic Church 
Music was not the matter at hand. A code of Liturgi cal 
Music was now established more firmly than ever before. 
It is interesting to read comments on the Motu Proprio 
published in December 1903, in the Progres du Nord, a 
Free-Mason French Newspaper. It reads as follows: 
"Instead of the g rave Plain Chant of yesterday, we 
have as we all know, substituted operatic arias. Pius X 
does not hear music with such an ear. Adieu Offenbach! 
Goodbye Gounod and Wagner! Goodnight cellos and violins! 
You, sirs, tenors and basses have no more the privilege 
of dancing in front of the org an cases. Impossible now 
for you to sing selections from Verdi or Puccini at a 
wedding ceremony of funeral service ••••••••••• 
Pope Pius X does not seem to realize how revolutionary 
his encyclical is and how revolting it will be to many. 
All the lyric artists, the musical societies will find 
themselves out of work completely. 11 (l5) 
(15) Translated, revised and abridged from Musique d'Eglise, 
Vol. I, P• 30-31. 
i 
I 
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"The Motu Proprio stipulates that 
concert music i s not a llowed in 
church,(l6) regardless of its 
purely musical value. Many fei gned 
to pretend that all music agree-
able to the ear was of a nature to 
render a pe rson meditative; they 
went on to say that the hierarchy is 
wrong to remove from Cathoilc Church 
programs, such great compos e rs as 
I\1ozart, Haydn and Schubert. Then 
they would never admit that such a 
degree of reli g ious laziness had 
been reached--that distractions 
had become a necessity even in 
the church . 11 (17) 
The House of God is a house of prayer and choir di-
rectors must never forget it; no more than they should 
forget that the task of leading the faithful is in the 
hands of the clergy and not the choir directors. 
As comments in this case dealt principally with ob-
jections, it is we ll to consider the objections to the 
reforrn. People liked what was considered unliturgical 
in eve~; sense of the word. What was offered in its stead 
was not acceptable to them. As a matter of fact, our 
org anists and singers had discovered too often and to 
the detriment of churchly art, that what was worthless, 
trivial and banal was approved by the masses. It had be-
come an almost unfailing criterion that what pleased the 
people was objectionable from the standpoint of the Church. 
(16) See Section III under Motu Proprio, Chapter II--D. {17) Le Travailleur, March-June issues, 1934. 
What was truly good and acceptable did not impress them 
at all. The popular taste was largely spoiled. 
B. How Canada As A Contrast, Was Able To Con-
form Vl! i thout Much Difficulty and the Rea-
sons Why. 
Nowhere else in the Catholic world did the Motu Pro-
prio of Pope Pius X find a large community better prepared 
for its acceptance than Canada and in particular the 
Province of Quebec. No other clergy, as a whole was more 
devoted to the study of church music; nowhere else were 
there such large proportions of the faithful of every 
class trained to the use of p lain chant from early youth. 
The edict of Pius X meant only one thing to them. They 
simply had to procure the accepted Vatican edition of 
Gregorian Chant and proceed to comply with the variances 
in phrasing and general interpretation. 
Those early conscientious educators, priests, re-
lig ious and laymen as well, had the interest of their 
charg e at heart and put Chant textbooks into the hands 
of the children, serving to inculcate all the true prin-
ciples and precepts of t h e Catholic Church. The task of 
building a new standard of church music or rather of re-
turning to the basis of pure Greg orian Chant and its style, 
was a matter of years and years of work. No such thing 
was ever expected to be done overnight. The children of 
20. 
the day were to be the adult faithful of the future a nd 
with t h e training that t h ey had received, a reform, as 
such, was not necessary in Canada. 
In the United States at that time (1903-1910) the 
singing of Gregorian Chant and Liturgical Music of all 
periods was not obligatory i n t he seminaries . How could 
anything vaguely resembling a music revival have been 
expected or even hoped for. We were no t ready or prepared 
to comply with any edict--the educ a tor s were lacking and 
the ever-important supporters and promulg ators were not 
numerous. Pope Pius X foresaw all these difficu lties and 
so included in the Motu Proprio instructions for the clergy 
and relig ious communities in particular: "In seminaries 
of clerics and in ecclesiastical institutions, let the 
above-mentioned Gre gorian Chant be cultivated by all ••••••• 
so that the clerics may not leave t he seminary i gnorant 
of all those subjects (laws of Sacred Music, pedag ogy of 
Sacred Art, etc.) so necessary to a full ecclesiastical 
education."(l8) 
These principles, carried through, would have been 
t h e start of a movement towards t h e ideals set forth in 
the Motu Proprio. The education of the children would 
h ave been the next step. No one could honestly expect 
(18 ) Predmore, Op. cit. p. 8 . par 4-5 
22. 
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to achieve results in this movement of reformed church 
music here or in any country, if the children of the time 
and following generations were f ed on anything short of 
acce p table and worthy of the church. 
Th is, of course, was not d one with as much zeal as 
one would have expected . It was not till 1920 or so 
that sch ools were e s tablished for the training of singers, 
organists, cho i r directors and relig ious . It is well to 
note that the proper efficacious g erm was develop ed outside 
the seminaries and ecclesia stical institutions, by con-
scientious clergymen and laymen who de c ided that something 
had to be done about the s i tuation. The Society of St . 
Greg ory of America(l9) , althoug h it wasn't a scho91 i n the 
strict sense of the word, was the first org anization of 
Catholics actively engag ed in the promotion of Catholic 
Church Music, that gave "its sympathy and moral supp ort 
to the principles laid down in the Motu Proprio . " 
This org anization as well as the schools that we re 
established later, will be dealt with in the following 
section entitled " Music Since 190311 • 
(19) See Section IV under Liturg ical Schools and Movements 
Section IV 
Music Since 12.Ql 
A. The Liturg ical Schools and Movements. 
1 . The St. Greg ory Society of America. 
The issuance of the Motu Proprio marked a new era 
in Catholic Church Music in the United States as well 
as throughout the Catholic World. The decree was mandatory 
and gave a sudden surge to Diocesan control. There was 
a great need for a National organization that would en-
courag e and promote the cause of acceptable church music 
in this country. 
Such an organization was formed in the eastern part 
of t h is country, in 1914. "The new Society was the out-
growth of a meeting held at Baltimore in June, 1912, of 
leading church musicians of the eastern seabord."(20) 
The ori g inal group included: Rev. Leo Manzetti, Baltimore, 
Md.; Rev. Dr. J. M. Petter, Rochester, N.Y.; Nicola A. 
Montani, Philadelphia, Pa.; Rev. Sirmn Yenn, Ft. Wayne, 
Ind.; Rev. J. A. Boylan, Philadelphia, Pa.; Dr. H. B. Gibbs 
of New York, N.Y. and Mr. Hession, Boston, Mass • . 
According to the Constitution, the main object and 
guiding principle of the Society 11 Is to foster fraternal 
assistance and encouragement among the members thereof, 
in their endeavor to promote the cause of Sacred Music , 
Reform according to the provisions of the Motu Proprio 
(20) "Twenty Centuries of Catholic Church Music", P. 177 
23. 
of the late Holy Father, Pius X."(21) 
They immediately decided upon the publication of 
an official Bulletin that later became the leading American 
periodical devoted to Liturgy and Sacred Music. "The 
Catholic Choirmaster" was auth orised for publication and 
app roved by the Holy See, May 1, 1915. Later, at ,a con-
vention held at Cincinnati in June, 1917, a list(22) of 
approved and recommended church music was printed. Sub-
sequently, and equally important, a list of disapproved 
music was published.(23) Later, in 1920, The St. Gregory 
Hymnal was printed under the d i rection and editorship of 
N. A. Montani, a member of the orig inal org anizing g roup 
of the Society. This hymnal, analysed in Section C of 
Chapter IV, is among the best-selling hymnals in this 
country today. 
Following the principles of the St. Gre gory Society 
of America , similar organizations were formed·· here and 
' 
abroad . In the United States, many of the dioceses organ-
ized their own commissions and published lists of approved 
and dis approved music. These g roups have been very in-
strumental in raising the standard of music in their 
respective dioceses. The first of these commissions was 
(21) Taken from the Constitution of the Society of St~ 
Greg ory of America . 
(22) The vVhite List of the Society of St . Gregory of America 
( 23) The Black List 11 " 11 11 11 " n n 
organized in the Pittsburgh diocese by Rev. Carlo Rossini, 
a g raduate of the Pontifical Institute of Sacred Music in 
Rome--writer, composer . 
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A. The Liturgical Schools and Movements 
2. The Pius X School and Mother Stephens R.S.C.J. 
Whe n historians begin to write of the progress of 
Liturgical Music in this country, they should place the 
name of the Pius X School of Liturg ical Music in the fore.:. 
front; rank ing its influence in t he sponsoring of the im-
provement of Catholic Church Music as among the greatest 
of our day. The work of t he school is already widely 
known and appreciated. 
In t h e logical order of things, it is in the Parochial 
Schools where a fundamental knowledge of Gregorian Chant 
and other Liturg ical music should necessarily be fostered. 
They represent the potential choirmasters and certainly 
they are the cong re gations of the future. They, as 
adults, will offer no resistance to the offical music of 
the Church and in all probability will demand it as all 
Liturgical functions. The g raduates of the Pius X School 
who function in practically every State in the Union, can 
accomplish much as performers and especially as teachers, 
to bring Catholic Church Music to a hi gh degree of - excel~ 
lence. 
The Pius X School of Liturgical Music, Manhattanville 
College of the Sacred Heart, New York, N.Y. was founded i n 
26. 
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1918 by Mrs . Justine Ward . During the first few years 
she brought over from Europe noted authorities on Gregorian 
Chant for the purpose of conducting classes at the school . 
Among them, notably, were Dom Mocquereau, Dom Desrocquettes, 
Dom Sablyrolle from the Benedictine Abbey at Solesmes, 
France, and the Rt. Rev. Abbot Paul Ferretti of the Pon-
tifical School of Music in Rome. These men in order, spent 
SQmmers at the School, conducting classes . 
"Through these Authentic channels 
did the Pius X School receive a 
share in the great heritage of 
the Monks of Solesmes, a know-
ledge of the Gregorian Chant, its 
correct interpretation and 
beautiful rendition. 11 (24) 
The Liturgical services are carried out in the College 
Chapel throughout the year. Each Sunday, a Missa Cantata 
(25) is sung by the Pius X choir and students, while on 
g reat feasts, a Solemn Mass is celebrated. 
Under the direction of Mother Georgia Stephens, R.S.C.J 
the school s p read rapidly. Extension courses as well as 
SQmmer courses in different cities were organized. The 
school conducts Normal Courses during the scholastic year 
g iving opportunity for both musical training and practice 
teaching. 
A series of books for classroom use (for children) 
was published by Mother Stephens in 1932. This was the 
(24) The Caecilia, Vol. 63 #7, P. 303 
(25) A sung mass. 
result of long experience in teaching children and students 
of all ages. 
Her me t hod is founded on the practical , belief that 
tone must be heard and rhythm felt and that both tone and 
rhythm must be understood as well as heard and felt. Time 
is the starting point of the teaching of rhytmn and the 
fo undations for g ood and flowing movement are laid so 
securely that this usually difficult side of child training 
in music seems to them more like sport than work . 
The influence and work of t h e Pius X School and its 
many graduates are many ; "yet diversified and far-reaching 
as t h ese activities are, there is but a sing le k indling 
spark, struck from the inspiring words of t h e great Pope 
of the l'v1otu Proprio . 11 ( 26) 
(26) The Caecilia, Op. cit. P . 304 
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A. The Liturgical Schools and Movements 
3. The Gregorian Institute of America 
The Gregorian Institute of America was founded in 1941 
by Clifford Bennett, Mus. D. as a preparation for advanced 
work in the field of Church Music. "It is intended to 
bring into practical focus Sacred IVIusic and the Liturgy 
according to the mind of the Church from early centuries. 
It aims to demonstrate how music, the handmaid of the 
Liturgy, can be integrated with parish life and worship, 
stimulate devotion and foster piety ."(27) This school is 
carried on principally at st. John's Abbey, Collegeville, 
Minn., in Summer Sessions held in different cities of the 
country throughout the year and in extension courses. It 
is intended to give the students the techniques, tools and 
inspiration that will effect these objectives. 
The original faculty group was quite eminent: Dom 
Godfrey Kickmann , O.S.B., of Collegeville, Minn.; Rev . 
Benedict Ehmann, St. Bernard 's Seminary, Hochester, N.Y., 
who was subsequently appointed editor of the Catholic 
Choirmaster(28); Rev. Gerald Ellard, S.J. of St. Mary's 
Kan ., internationally known author on Liturgical matters; 
Rev. Ethelbert Thibault, P.S.S., Sulpician Seminary , 
(27) 
(28) 
The Gregorian Institute of America Catalog, 
School, 1949, P. 2 
The Official Bulletin of the Society of St. 
of America. 
Summer 
Greg ory 
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Montreal, P. Q •. Within a short time, Dom J. H. Desrocquettes 
of Solesmes Abbey, France; Drs. Gibbs, Predmore(29), Silby 
and Kush; Dom Stephens Thuis , O. S . B. and Dom Vitry, O.S.B., 
editor of the Caecilia(30) were added to the faculty. 
In the swmner of 1945 , the Institute reached one of 
its climaxes, a double Summer School, marking the com-
pletion of a Catholic Choirmasters Course for several hun-
dred students. Free choir clinics were introduced in 1947 
in conjunction with the regular five-day sessions as an 
experimental idea. The immense gap whi ch had existed 
hitherto between what the choirmaster wanted to teach and 
what the choir members were able to sympathetically absorb, 
had been bridged by this clinic. 
In May , 1947, the Gregorian Institute of America was 
authorized to grant a Bachelor of Music degree in Church 
Music through the University of Montreal. This degree 
was awarded to at least 50 Catholic · organists, choirmasters 
and music teachers at the 1948 National Summer Session. 
The total number of g raduates in all the courses amount 
to 788. To date, the Bachelor of Music de gree has been 
awarded to 78 students. 
"The work of the Gregorian Institute has brought to 
light, the sorrowful condition of Catholic Church Music 
(29) Author of "Sacred Music and the Catholic Church." See 
Bibliography listing. 
(~0) A Catholic review of musical art. 
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and has given the help and inspiration to many to reproduce I 
the glorious compositions of the Medieval and Golden 
ages."(31) 
(31) Taken from "The Story of the Gregorian Institute", a 
leaflet by C.J. McNaspy, S. J. 
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B. Hymns and Hymnals 
"We exhort you again venerable 
brothers, to take the charge 
of promoting the popular reli-
gious chant and its perfect 
rendition, according to its 
proper dignity, for it is apt 
to stimulate and increase the 
faith and the piety of the 
Christian throng." 
Pius XII, Mediator Dei(32) 
If we wish to carefully measure with objectivety the 
amplitude of the present revolution of the concept and 
practice of hymns and hymnals in the Catholic Church, 
we should not be discouraged to know that it is very slow 
because there is not a more difficult task than that of 
chang ing simultaneously the mind and habits. 
It is not sufficient to do something well, or better 
still, very well. In the case of hymns, they must be fit 
for all--educated and illiterate. If a hymn is great, it 
will be first of all, simple--which is the essence of 
greatness in this case. Hymns should be an expression of 
the faith. 
The selections of truly Church Hymns and Hymnals is 
of great importance. Great harm has been done in the past 
and is still being done by the use of poor hymns. Hymns 
that should never have been tolerated in the Church have 
(32) Musique et Liturgie, July, 1948, p. 22 
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been sung by congregations at Low Masses , on Sundays and 
at various functions of the church. The apparent indiffer-
ence that exists in many of our churches cannot g o un-
noticed by the zealous and learned music ian who is inter-
ested in the proper .execution of Sacred Mus ic,. 
There is a sufficient number of Hymnals in existence 
today that can be recommended for use to any choir . The 
most popular Hymnal in use in the United States today and 
that is Liturgically acceptable, is the St. Gregory Hymnal 
published by the St. Gregory Society of America. This 
Hymnal can be relied upon since it contains nothing objec-
tionable , having been compiled by leg itimate authorities 
and is listed in the catalogues of approved Church Music . 
The devotional melodies taken from traditional sources 
are, so far as known, truly Catholic in orig in. The trans-
lations, by recognized authorities, are taken for the 
most part from the Latin Roman Breviary. The one hundred 
and fifty hymns in English cover all the Liturgical seasons, 
special feasts and many of the saints.. The Latin Section 
contains about three hundred Liturgical Hymns, Motets, 
Offertories, Litanies and Gregorian Chants. These Chants 
are transcribed from the Vatican Edition into modern 
notation. 
I 
I 
-S.ection V 
Church Music of the Present Day 
I 
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A. A Survey of music in our American Cathedrals today. 
The Bishop of a diocese is the one who has the charge 
of overseeing the music in his respective area. If he is 
following the precepts of the Church, the Cathedral as well 
as the other churches under his guidance should show some 
sign of rule observance, i.e. the performance of accepted 
Catholic Church Musi c. 
By personal correspondence, I have 
country survey of music in our American 
carried on a cross- I 
Catholic Cathedrals ·II. 
Letters were sent to each organist and choirmaster nu~ber-
ing 117. The information desired included the following 
items: 
1- Title and composer of the Mass sung at Easter, 1949. 
2- Gregorian Chant ( general information) 
3- The use of hymnals {title and author) 
This survey was considered closed on Feb. 15, 1950. 
The answers received runounted to approximately 60 per cent 
of the total number of inquiries sent out. This survey 
though not complete has supplied me with sufficient data 
to make certain general conclusions. 
The Motu Proprio states clearly that the purest form 
of Catholic Church Music is Greg orian Chant. The rendition 
of the Proper of the Mass in Chant at least shows that 
there is an interest in the Liturgical aspect of Church 
I 
I 
I 
music (which should never be lacking) and would probably, 
by that very fact, have direct bearing on the general 
caliber of music performed in the Church. The exceptional 
cases, only, might show a poor choice of a Mass in figured 
music (Ordinary) combined with the proper sung in Gregorian 
Chant. 
The Gregorian Chant information in this survey of 
cathedrals revealed the following information as pertaining 
to the actual use in this country. 
Proper of the Mass sung in Gregorian Chant 
(Liber Usualis) •••••• 30% (33) 
Proper of the Mass sung in Psalm form ••••••••••• 25% (34) 
Proper of the Mass sung in a combination of 
Gregorian Chant and Psalm form ••••• 25% 
Proper of the Mass sung in any other form 
(harmonized, monotone recitation etc.) ••••••• 10% 
Proper of the Mass eliminated completely •••••••• 10~ 
Total lOOo 
Speaking now of general usage throughout the Catholic 
Church in this country, it is interesting to note that 
"during the past ten years, the publications which have 
outsold all others have been those that are concerned with 
( 33) 
(34) 
This would include any Vatican Edition of the Gregorian 
Chant "Propers 11 
Psalm form: The rendition of the Proper using any of 
the eight Gregorian Chant psalm tones instead of the 
regular Chant melodies. 
35. 
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Gregorian Chant."(35) The most complete single volume of' 
Gre gorian Chant, the Liber Usualis, has had a phenomenal 
sale during the past few years. 
It is encouraging fo r any good Catholic musician to 
see that the general use of the Chant in now gradually in-
creasing. The singing of' the words of the Proper of the 
Mass in psalm form or in harmony, is not ideal in the 
strict sense, but at least it shows (where rendered as such) 
that some churches realize that the singing of the Proper 
is an essential part of the Liturgy of the High Mass and 
must not be overlooked. The percentage figures on Chant 
sung in its true form (Gregorian Chant melodies according 
to Solesmes) as done by all other churches aside of the 
Cathedrals is probably 30%, assuming that the diocesan 
churches are f ollowing the example shown by the cathedrals 
proper. I cannot actually verify thi s statement but I can 
mention that "in the mid-western part of this country, 
Gregorian Chant is soon becoming synonymous with the ex-
pression "High Mass". Not only is the Chant being sung 
there but the congregations are actively participating in 
the sung service by chanting the Ordinary of' the Mass in a 
body."(36) 
It has always been and still is the wish of the Catho-
(35) According to McLaughlin & Reilly, Co., Boston, Mass •• 
(36) Ibid 
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lie Church that the congregation part i cipate actively in 
the service and the mass singing of the Ordinary is the 
only means. Through the careful teachi ng of Chant to our 
children t oday, this will eventually become actuality. 
In only six cathedrals out of a total of 65, I find 
that exceptionally poor or unliturgical music is sung. 
The "music" in this case deals principally with the rendi-
tion of the Ordinary of the Mass in f igured music. Com-
posers in this category include: Battman, Gounod, Korman, 
Marzo, Millard, Mozart and many others. 
The works of these composers are rejected for use in 
the Catholic Church not because they are or are not gems 
of musical art, but because they are unliturgical in style 
and form. 
"The similarity of these Masses to 
the operatic and secular compositions 
of these •••••••• composers is admitted 
not only by Church musicians but by 
all competent musical critics, Catholic 
and Protestant alike ••••••• That they 
failed in producing sacred music in 
accordance with liturgical requirements 
may be a t tributed largely to their en-
vironment and lack of proper liturgical 
training."(37) 
It cannot be denied that since there still is a great 
number of unliturgical music being sung in our churches 
(According to my publishers reports), it is evident that 
(37) Predmore p.38 
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there is a fair percentage of choirmasters and org anists 
who have a very limited knowledge of Church Music and of 
Church Liturgy. 
The prime reason why Church Music is at such a low 
state in many churches and cathedrals is that the 
distinction between music secular in character and that 
truly ecclesiastical and liturgical, is not always observed. 
My survey has further revealed that good to fair music 
is being sung in our American Cathedrals . In this category 
of liturgical music the most difficult Masses from the 
point of view of choral difficulty and interpretation are 
those written during the great Polyphonic Era of the six-
teenth century. Due perhaps to the American habit of 
shortening the services as much as possible, the most 
popular work in this particular category of Cathedral as 
well as general church repertoire is the Iviissa Brev i s by 
Palestrina, a short and very beautiful composition. It is 
to be remarked here t h at this work is performed in only a 
few churches since it require s a rather well-trained Ha 
capella" choir. 
The regular church rep ertoire of Liturgical Masses 
outside the p olyphonic group includes compositions written 
for the most part in the twentieth century. The composers: 
McGrath, R. K. Biggs, Montani, Rossini, Ref ice, Carnevali, 
38 .. 
Stehle (whose Missa Brevis has probably the largest sale 
in this country today), P. Yon, Perosi, Ravanello and · 
Singenberger are the most popular today. Not all the works 
of these composers can be labeled true works of art, but 
they contain all that is required in form, word sequence 
and general musical comoosition to permit them to be per-
formed by any choir that conforms to the rules of the Motu 
P roprio . 
A general criticism of these works is quite unnecessary 
here since we have the White List of the Society of St. 
Gre gory of America as a guide. This informative catalogue 
states whether or not a certain composition is fitting for 
performance in the Church, liturgically speaking, whether 
it is difficult or simple. We should need no further in-
formation. The choice of particular compositions should 
then be left to the choir director. 
The treasury of Catholic Church Music, is a vast and 
varied one, and is rich in gems of musical art. Many of 
these treasures are still and unfortunately unknown to the 
masses who, are unable to appreciate them. There is no 
text approved by the Church in her official functions that 
not one or more good settings that have been looked upon as 
a model of musical art by musicians of the past and present. 
There is no valid reason for seeking music elsewhere for 
church services or of ever substituting a poor or secular 
composition for use in the church. 
39. 
The choirmaster should always bear in mind that the 
use of a simple music is not to be frowned upon, provided 
it can be performed with ease and composure . The rendition 
of a difficult composition inaccurately is much worse than 
doing the former. The latter will prove to he a distrac-
tion and a real hindrance to devotion . 
4o. 
B. Modern Music and its acceptance in the Church 
The Catholic Church has always encouraged the progress 
of musical art, admitting to the service of the church 
everything that is good and beautiful, always, of course, 
in due regard to the liturgical laws. Since the music of 
this age is written principally for secular use, it goes 
without saying that greater care must be taken so as to 
eliminate completely profanity and secularism, generally 
speaking. 
One might ask then, "What constitutes liturgical writ-
ing insofar as Modern Music is concerned?'' The same answer 
can be given to this as is given to any other question 
relevant to the problem. The Church states plainly that 
the more closely a composition for the church approaches 
the Gregorian form in movement, inspiration and savor, the 
more Liturgical it becomes, and vice-versa . It might be 
added also that the element of programaticism is of utmost 
importance in the composition of church music. That the 
music and the words flow in perfect unity is the essence of 
good music in the Liturgical sense. 
The Church in her official way does not approve or con-
demn any specific work of Sacred Music but the line between 
the secular or dramatic-theatrical style and the liturgical 
or churchly style is clearly drawn . Those who have had a 
thorough training in music and its relation to the Church 
======= = ====-=ll====-c-== 
and Liturgy are really the only ones capable of judging the 
meritorious value of a modern Church music composition. 
Any musical idiom provided it is beautiful in itself 
and capable of artistic handling can be turned to sacred 
use. Polytonality, polyrhythm and all the other technical 
resources of the present day musician are all welcome into 
the Church. The main problem is not the means, but the 
attitude towards the means . If the composer uses the means 
with little or no concern over the use of the text, it is 
no wonder that it is rejected for use in the Church. 
Regarding various types and forms of contemporary 
music, in many cases, the laws of the Church are more or 
less negative: Not unfit for the Liturgy , not reminiscent 
of the stage, etc. 
imum of propriety. 
The Pope is satisfied to demand a min-
The next step is often left to the lay-
man of the Music Commission. Does it contain the minumum 
requirements of holiness, artistic beauty and universality? 
These fundamental principles must be present in any modern 
composition if it is to be used as an aid to worship and an 
inducement to piety. Only when all these requirements are 
met, can modern church music be considered suitable to 
church use. IVIodern church music sui ted to its purpose is 
quite important to a modern p e ople that must, like past 
g enerations, lift up its voice to God in prayer and praise. 
==~~-================~= 
i 
=--===-=-==-~=*====================-----=================================~======= 
APPENDIX 
Documents on Church Music Previous 
to the Motu Proprio. 
Pope Pius X indicates as sources the ecclesiastical 
Canons, those of the provincial and general councils, the 
Congregational Regulations and the writings of the Popes, 
his predecessors: 
lst Century- St. Paul. In his TACEAT MULIER IN ECCLESIA, 
we read that he forbids women ( aside of 
preaching) to take part in all Liturgical 
functions such as the office of Cantor. 
4th Century- St. Jerome. In a papal document, he states 
the great difference there is between the 
music of the church and that of the theatre. 
From his text, the church has incorporated 
in its laws: "God does not ask so much the 
voice, but primarily the heart. One must not 
as in the theatre employ all sorts of methods 
to render the voice soft and caressing; we must 
not hear dance rhythms (moduli) or theatre 
solos (cantica) in the church." 
6th Century- St. Gregory I. He developed Church Music and 
the ceremonies of public worship to a very 
high degree. His works, later called Gregorian 
Chant were edited by the Benedictines of 
Solesmes after 35 years of research. (Vatican 
Edition of Gregorian Chant) 
7th Century- St. Leon II 
11th Century- St. Leon IX 
14th Century- Pope Jean XXII 
17th Century- Pope Alexander VII as well as Pope Innocent 
XI all of whom tried to settle the abuses 
in Sacred Music. 
18th Century- Pope Benoit XIV. He thought it necessary to 
remind the faithful of the ecclesiastical 
discipline. In a very elaborate encyclical 
AN~~S QUI VERTENTEM, basing his discussion on 
previous documents, he treated: 1- The music 
in the church and its execution; and 2- The 
instruments proper to the church service and 
how to use them. 
19th Century- Pope Leon XIII . His REGLEMENT POUR LA 
MUSIQUE SACREE is contained almost in its 
entirety in the Motu Proprio of Pope Pius X. 
20th Century- Pope Pius X. The Mo tu Proprio. 
ii 
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ABSTRACT 
I. The apparent lack of good Church Music in our American 
churches makes this type of research interesting and useful. 
All the integral parts of music literature that have to do 
directly with the Roman Liturgy have to be touched upon 
here. 
The Church and the Theatre--each has its own type of 
music and it is upon this statement that much of the dis-
cussion is based. Sacred Music and its ability to lift up 
the hearts and souls of the faithful to prayer--in short 
this thesis briefly outlines the state and progress of 
Church Music through the first half of this century, using 
as a guide, the Motu Proprio of Pope Pius X. 
II. The Cathedrals, centers of diocesan life in this coun-
try, are used as a focal point for discussion. With the 
help of the Library of Congress and the two major music 
publishers of the U.S., McLaughlin & Reilly Co., Boston, 
Mass. and J. Fisher Bro., New York, N.Y., general conclu-
sions a.s to the state of music about 1903 are reached . 
Gounod-Mozart-Haydn-Battman-Leonard were popular at this 
time. The Masses by these composers contain all those 
elements which are against true principles of Catholic 
Church Music--must, therefore, be considered quite un-
liturgical. The fiery, dramatic style, which seemed to 
please the populace so much, dominated the church music 
vi 
scene at this time. The addition of new composers up to. the 
year 1910 shows little or no progress towards liturgical 
puri ty. 
The foremost leader in true Church Music art at this 
time was John Singenberger (1848-1934). He became the 
Director of Niusic at St. Francis NoPmal School, Wisconsin. 
During the fifty odd years he remained in this position, he 
composed hundreds of Mas ses, Motets , Vespers and Hymns 
still in use today. His music was generally simple in i ts 
outline, stately, dignified and in the true spirit of the 
Liturgy. He represents the bridge between the un-liturgical 
attempts of the late nineteenth century composers and the 
new era which was soon to follow the publication of the 
Motu Proprio in ~903. 
The hpanals in use at this time left much to be desire~ 
I have limited my discussion to the largest selling publi-
cation, the St . Basil's Hymnal- - first and revised editions . 
From a purely musical and literary standpoint, it contains 
the poorest and most wretched specimens of hymns with which 
the Catholic Church had been afflicted for many generations. 
'rhe hymnal seems to emphasize those typical Traditional 
hymn-tunes, insinuating that Tradition (usually of 25 years 
duration) and Good Taste are synonymous. Eve n as late as 
1949, this particular publication ranked high on the list 
of best-selling Catholic Hymn Books. 
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III. The Motu Proprio, the most recent, complete and au-
thoritative document on Church Music was g iven by Pope 
Pius X from the Vatican, November 22, 1903, the feast of 
St . Caecilia, Virgin and Martyr . This document is a resu.."lle 
of all the ecclesiastical laws on the matter of music that 
have been written since the time of St. Paul. This docu-
ment is the source and foundation of all the criticism made 
in the thesis. 
There follows an outline that covers these main points: 
1. General Principles ; 2. The different kinds of Church 
Mus ic; 3. The Liturgical Text; 4. The external form of 
the Sacred Composition; 5. The Singers; 6. The use of the 
Organ and Orchestral InstrQments; ?. The length of the 
Liturgical Chant; B. Principle Means . 
The Motu Proprio emphasizes the point that concer t 
music is not allowed in t he Church. It also brings out the 
ever-important fact that the closer Church Music resembles 
Greg orian Chant, the more Liturg ical and acceptable it be-
comes. 
The task of building a new standard of Church Music or 
rather of returning to the basis of pure Gregorian Chant 
and i ts style was a matter of years and years of work. 
Where musical groundwork had been accomplished, the task 
was simpler (as was the case in Canada). Where no such 
preparations had been taken, the task was yet to be started. 
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The Motu Proprio gave a sudden surge to diocesan con-
trol and necessitated some form of a national organization 
that would encourage and promote the cause of acceptable 
Church Music in this country. The first of these organiza-
tions was founded in Baltimore, Md. in 1912. The st. 
Gregory Society of America was organized to foster fraternal 
assistance and encouragement among the members in their en-
deaver to promote the cause of Sacred Music Reform according 
to t h e provisions of the Motu Proprio. 
The Pius X School of Liturgical Tiiusic, New York, N.Y., 
The Gregorian Institute of America, Toledo, Ohio, and simi-
lar org~nizations followed the edict of Pope Pius X in a 
reasonably successful attempt to rectify the condition of 
music in our American Churches. 
The prog ress of Hymnology was g iven a sudden surge by 
the publication in 1920 of the St. Greg ory Hymnal by the 
St. Gre gory Society of Mnerica, previously mentioned. This 
reliable hymnal contains nothing objectionable, having been 
compiled by legitimate authorities and is listed in the 
catalogues of approved Church Music. 
v. The survey of present-day Church Music conditions re-
veals a definite progress towards the ideals set forth in 
the Motu Proprio. Gregorian Chant is slowly becoming a part 
of the c h oir repertoire and in some sections of the country, 
particularly in the mid-west, the congregations are actively 
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participating in the Sung Service by chanting the Ordinary 
of the Mass (in Gregorian Chant) in a body. The Church in 
her official way does not approve or condemn any specific 
work of Sacred Music, but the line between the secular 
style and the Liturgical style is clearly drawn . Any 
musical idiom can be turned to sacred use. The main problem 
is not the means but the attitude towards the means . Only 
when all the necessary requirements are met, can any form 
of Church Music be considered suitable to church use. 
Modern Church Music suited to its purpose is quite 
important to a modern people that must, like past genera-
tions, lift up its voice to God in prayer and praise. 
M.R.P. 
